is often excluded from canonical anthologies of Chinese literature in Taiwan. Such marginality affords her poetics a sense of the "underground", one that, in Parry's (2007, 81) reading, "unsettles institutionalized knowledge formations".1
My own interest in Hsia's poetry lies in its formal rather than thematic properties, specifically in its subversion of linguistic conventions and use of intersemiotic modes/media of expression to create a sense of displacement in reading. This chapter sets out to establish Pink Noise (Hsia 2008) as an extremely rich metatext that provides us with fertile ground on which to theorise the relationship among writing/translation, multimodality, and technology. It does so by recourse to poststructuralist thinking on language and writing, with a view to critically examining the implication of automated translation for literary poetics. Three themes come into focus, namely the translator's agency and subjectivity (or lack thereof); the play of differences in meaning within and across texts and languages; and the unbounded boundary between creative writing and translation. Let us address each of these themes before turning to Pink Noise.
Death of the Translator
In his famous proclamation of the death of the Author, Roland Barthes debunks the long-standing myth in literary criticism that meaning,2 seen as some sacrosanct entity, resides in the originator of an utterance. Paving the epistemological grounds for poststructuralist theories, Barthes proposes the displacement of the author as the source of meaning, positing instead that "it is language which speaks, not the author; to write is, through a prerequisite impersonality [. . .] to reach that point where only language acts, 'performs' , 1 More precisely, Parry (2007, 81) sees Hsia Yü's poetry as "modernist" with regards its "embodiment of and reflection on fragmentation". The poet's "attention to the 'microstructures' of the everyday [. . .] provides a critique of the structures of knowledge and feeling that constitute the logic and affectivity of precisely those nationalist and other knowledge formations that constitute Taiwan's narratives of modernity". Whereas Parry is primarily concerned with the poetic sensibilities in Hsia's works, and hence the poet's modernity in terms of thematic treatment, other scholars, most notably Meng Fan (Meng 2003, 225-71; see also Chen 2009) , have tended to focus on Hsia's techniques, which are decidedly postmodern. 2 The word "meaning" used here and throughout the rest of the chapter (and book) does not suggest that the meaning of the word "meaning" is unproblematic. As the primary objective of the following discussion is to illustrate the de(con)struction of literary "meaning" in translation, all instances of the word should be interpreted within quotation marks. Other keywords that should be read likewise are "original", "source", and "target".
